The paper engages with the politics inherent in the exhibition of artworks in post- 
Introduction
Challenging new conceptual horizons have emerged in the context of post-apartheid South African art production and exhibition. The shadows of past and current socio-political histories and conditions cast dark silhouettes over museums and galleries, which are now facing critical times in terms of exhibition strategies and financial survival.
This paper aims to demonstrate that although conceptually and technically South African art production and exhibition continue to be dynamic and progressive, the conditions for such production are tough, complex and volatile. As such the generic principles and objectives of informing, producing new knowledge and changing attitudes inherent in museum and gallery practice cannot be easily sustained.
In the first part of the paper the country's history in terms of socio-political instability and the current high incidence of crime are briefly sketched. In the second part of the paper the notion of political and cultural stigma as well as the impact of the afore-mentioned factors on exhibition strategies of both artists and exhibition institutions will be considered. South Africa's socio-political histories and conditions For centuries South Africa has been a country inflicted and tainted by political domination, conflict and survival strategies. Ongoing socio-political turmoil, raging violence, crime, xenophobia, unemployment, threats of poverty and unemployment due to rapidly rising living costs and financial instabilities increasingly contribute to instability and nomadic activities of finding better and safer alternatives.
The high incidence of crime and the recent spates of xenophobia ( Figure 1 ) in South Africa testify to the fact that the South African government has failed to to control, inhibit and punish criminals. In media reports (Figure 2 ), crime in South Africa has often been interpreted as deviant, therefore as a reaction to government's failure to alleviate poverty and create jobs. Jock Young (1998:23) maintains that crime and deviance is of necessity dyadic since they consist of action and reaction, but in the end are inseparable since they give rise to one another and profoundly affect each other. from economic opportunity, lack of moral restraint, anomie resulting from structural strain, and sheer frustration are all among the myriad causes of … crime." The high incidence of crime in South Africa has led to an orchestration and mobilisation of panic and anxiety in the country to the extent that a migration from the north to the south has occurred, that is, to where it is perceived to be safer. Recent crime statistics reveal that crime has also spread south to the Cape, so that people are moving back north again.
This volatile and unstable situation is not new. Over the past three centuries, the development and deployment of South African culture in all its diversity has been subject to major political and imperial interception. Firstly, the country's political histories of several intervals of colonial infiltration stretching from the seventeenth to the nineteenth centuries led to impediment to the natural advancement of indigenous cultures. The result hereof was the linguistic, sexual, racial and socio-cultural intermingling of disparate cultures leading to the formation of new languages (Afrikaans, for instance); a large population of 'in-betweeners', so-called 'coloureds' that are a genetic blend between Europeans, Africans and other genetic types; and a range of art products that show the fusing of different cultural legacies and practices.
Yet, a second major influence --diametrically opposed to the amalgamating impact of colonial permeation --was the utopian cultivation of a racially segregated nation under apartheid during the second half of the twentieth century. Fuelled by the rapidly increasing birth rate of black babies especially and the accompanying fear of domination by black majority, the white minority created apartheid policies which forcefully impeded the integration of new generations of indigenous Africans of nuanced colour. After the change of political power in 1994, such segregation was constitutionally terminated, yet racismmostly premised in perception and stereotype --is still rife in the country and is manifesting in various forms, from dislike of foreigners to ethnic violence and the ostracisation of minorities.
Since the 1990s a new power paradigm emerged in the arena of globalising cities where the patterns of the changing morphology of late modernism and a new sociology of space are playing out. Bob Jessop (2008:180) argues that:
Globalisation is part of a proliferation of scales and temporalities as narrated, institutionalized objects of action, regularization, and governance. … The degree to which this happens depends on the prevailing technologies of power -material, social, and spatio-temporal -that enable the identification and institutionalization of specific scales of action and temporalities.
The international giants have been invited into the country and infiltrated local South African culture to such as extent that cities have become radically cosmopolitan. Jessop (2008:191) argues further that the pressure of reorganisation of state forms and capacities under the influence of globalisation results in the acceleration of economic decision-making and the compression of significant economic events relative to the time required for political decision-making. South African cities are rapidly being transformed into global entities and new technologies are increasingly made part of the effective functioning of the city as, for instance, in high-crime areas such as downtown Jo'burg where security cameras have been installed on street corners to combat crime. Yet, most of these cities remain amalgams of diasporic migrating individuals, first-world business sectors and third-world 1 informal settlements and economies.
In general South Africans have become nomadic and tend to move to where it is perceived to be safer and where there are more job opportunities. Similarly, artists also tend to go where the cultural and fiscal contexts are more conducive to art production, exhibition and reception. In addition, due to the volatile political situation, many South African citizens In Madikida's satirical Liminal States (2003) , Figure 3 , the constructs of xenophobia, omnivorous cannibalism and the abject provide potent commentary on the polemics surrounding identity, nomadism and cultural conditions in South Africa, but is not the kind of work that will be received in any comfortable way by the South African public since it blatantly voices racism.
Impact on artists and institutions
The afore-mentioned political histories, utopian residues and current dystopian conditions have left indelible scars on art production and exhibition. Exhibition practice has become thorny due to the entanglement of criminology with general exhibition ideologies of producing ways of knowing, thinking and acting (Hogg 1998:145) . Theorists such as Baudrillard, Lyotard, Kristeva, and others elaborate on the polluting discourses about evil (such as racism and crime) that cast gloom over ethical systems and that occur in the act of classification itself, and therefore in the creation of stigma. If conscience has become disconnected from reality and operates in a subjective reductionist space, the projection of stigma occurs. In The will to meaning, Victor Frankl (1969:18) wrote that:
… being conscientious presupposes the uniquely human capacity to rise above oneself, to judge and evaluate one's own deeds in moral and ethical terms. Of course one may rob a uniquely human phenomenon such as conscience of its humanness. One may conceive of conscience merely in terms of the result of the conditioning process. … Reducing conscience to the mere result of conditioning processes is but one instance of reductionism.
Political instability, crime and stigmatisation seem to influence South African artists' choice of venue for exhibition. A new hierarchy of preferential venues has emerged in which Johannesburg would be top of the list, simply because it is perceived to have more money, or Cape Town, since, although the local buying market is small, it is a first destination for international tourists. A city such as Pretoria which is still stigmatised as a result of its having been the centre of apartheid legislation and practice, revisionistically perceived as 'evil'. The 'spoiled' identity of Pretoria, that is, of being the bastion of racists and conservative Afrikaners, is mainly premised in the assumption that the rest of the country has adopted and transformed to new ways of thinking, but not Pretoria.
Certain artists refuse to exhibit in Pretoria, concerned that they might not be perceived as 'progressive' enough by being associated with a venue in a stigmatised locality. As a result, many galleries in Pretoria such as Fried Contemporary Art Gallery make a concerted effort to eradicate stigma and leftovers of past political regimes by exhibiting politically outspoken and deconstructive work such as that of Jan van der Merwe (Figure 4 ). This work depicts 'power failure' in a figurative sense by referring to political collapse and cultural dystopia as well as literally to load shedding in the use of electricity. Although remaining conscious of the continually changing ideologies and art market, the only way for museums and galleries to deal with this situation is to continue to fulfil their 2 The Johannesburg Art Gallery is the biggest in the sub-continent, with a collection that is arguably larger than that of the South African National Art Gallery in Cape Town. It is a national monument housed in a three-storey building boasting fifteen exhibition halls and some sculpture gardens on the grounds of Joubert Park and is home to some of the most prized works, not just in the country but also in the world. The collection includes seventeenth-century Dutch paintings and more contemporary South African and international arts. Their comprehensive South African collection includes works by South African 'old' masters, contemporary South African artists as well as traditional African pieces. Some of the pre-eminent artists on the gallery's collection list are Pablo Picasso, Camille Pissarro, Claude Monet, and Edgar Degas. The museum also houses some of the most highly valued paintings, antiques, sculptures, drawings, prints and laceworks in the country.
role of providing a public space and platform for interpretation, comment, protest and community involvement. As argued earlier in the paper, the high incidence of crime and xenophobia in South Africa could justifiably be interpreted as a result of political instability and arguably as a lack of governmental policing and control. Therefore museums and galleries need to reflect an understanding of its changing and volatile socio-political environment and deploy strategies and policies accordingly.
The answer obviously lies in stepping up security systems in institutions in order to safeguard people, artefacts and artworks, but far more in the conscious decision to accept multiculturalism, cultivate cultural pluralism and promote tolerance for the Other. In planning exhibition programmes strategies should constantly be developed and rethought with the objective to devise activities aimed at specific target groups where there are diverse educational and cultural backgrounds. The biggest problem remain the accommodation of as many as possible sub-cultures that would include for instance ethnic and cultural allegiances such as an Afrikaans sub-culture that revisits Afrikaans language, history and sentiment in an international idiom of technology, humanistic values and world citizenship; and a new African elitist aesthetic that corroborates ethnic origins and roots but revisits these in a slick idiom that marries design, commercialism and tradition.
What is needed in this regard is that a discursive space be set up in the museum or gallery in Madikida's work is posthistorical in the reconstructive presentation of ritualistic objects, producing an aura of authenticity, African anthropological identity and a sense of belonging.
Yet in very different way the work refers to the diseases, violence and crime entrenched in South African societies today, a condition that seems to have become generic and fundamental. In the local as well as the international contexts it is the museum's task to be able to accommodate major cultural differences in terms of historical perceptions regarding the function of the art object, for instance, decorative and metaphoric versus ritualistic. (Figure 10 ) north-west of Pretoria, which relates to a meteorite impact crater with a saline lake. The museum's function is to preserve the site, provide local people with jobs and involve them in the project (Levitz 1996) . However, given the current situation of infiltrating crime and the settling of illegal immigrants and xenophobia in an area such as this, the preservation of cultural and environmental artifacts in a museum have low cultural value and priority. Shelter and physical survival are far more important on the global scale of things. http://www.hartrao.ac.za/other/tswaing/tswaing.html.
Conclusion
Due to lack of resources and fiscal clout, South African museums and galleries cannot compete with their international peers. The conditions for South African art production and exhibition continue to be complex and tough, but museums and galleries need to address the very causes and impact of such ailing circumstances through innovative strategies to remain culturally, socially and politically inclusive, relevant and informative.
Social problems that are specific to South Africa such as the impact and consequences of HIV/Aids, abuse of women and children and the effects of crime should be presented not only in conceptual and aesthetic form, but also in a way that will contribute educationally to the alleviation of these ills. Museums and galleries operating in conditions of diasporic activity and increased levels of cosmopolitanism should continue to create and promote heteronational culture (Huyssen 1995:28) As long as art exhibition is connected to structures of power and authority, answers cannot be easily generated; it will remain a survival game. In the end, all museums can hope to do in a country such as South Africa embroiled in financial and ideological crises, is to continue to articulate the trauma, dilemmas and joys of the human condition. As Richard Brilliant
